of English visionary poet and illustrator William Blake (1757-1827), believed like Blake that the gods have their origin in the human breast.° Howard Young mentioned another unorthodox influence on Juan Raman, who was "fascinated by the orient . . . because, in his Andalusian heart, he suspected somewhat vaguely that the answers to many mysteries could be found in that quadrant" (160) . It is well known that between 1917 and 1920 Juan RamOn and Zenobia collaborated in translations of some 20 works by the Indian poet, novelist, short story writer and essayist Rabindranath Tagore (Palau de Nemes 206) . Juan Ram6n was also fond of Kalidasa (fl. c. AD 400), Indian dramatist and poet, considered the greatest of all Sanskrit writers, who was renowned for his exquisite descriptions of nature and his skill in conveying the emotions experienced by lovers.' Further anecdotal evidence that Juan Raman may have felt some admiration for Hinduism is found in a letter (dated May 30, 1961) from Ricardo GullOn to Saz-Orozco:
. . . You have probably noticed how strange, and at times, eccentric are some of Juan Ramon's notions about God and religion. They might even upset some people. Professor Da Cal told me about a visit he and Juan Ramon and Zenobia made to the Church of St. John the Divine in New York. When Juan Ramon was asked to sign the guest book for distinguished visitors, he thought for a moment and then said, "I'll write Buddhist, which is a religion I admire greatly."
At first glance you might think he was being whimsical, but if you knew the poet, you would realize that Juan Ramon's response was very much in keeping with his admiration for the attitude toward life of certain Hindus of incontrovertible renown. ° This paper will focus on that "attitude toward life of certain Hindus of incontrovertible renown" and how it is diffused throughout Animal de fondo. Who those "Hindus of incontrovertible renown" were is less important than the "attitude toward life" they represent. Perhaps Professor Gullon was referring to Tagore and Kalidasa. Perhaps not. What is clear is that a Hindu attitude, perspective, or way of looking at the world permeates Animal de fondo.9
Juan RamOn's idiosyncratic interpretation of the Graeco-Roman myth of Narcissus is compatible with the Hindu tradition that does not 2 Studies in 20th & 21st Century Literature, Vol. 15, Iss. 2 [1991] , Art. 3 https://newprairiepress.org/sttcl/vol15/iss2/3 DOI: 10.4148/2334-4415.1278 make a clear-cut division between the religious and the non-religious or between the world of nature and the divine:
When Narcissus leans over into the fountain, he is not looking for his image. Narcissus is the man who confronts nature. His is the great myth of the creator who wants to metamorphose himself into nature. . . . Narcissism is not looking at oneself in a mirror. The man Narcissus is the pantheist who wants to reintegrate himself into nature. He commits suicide with his human form but not with his soul, because he believes that the soul will unite with nature. '° The reader will see Juan Ram6n's Narcissus again in the pantheistic interpenetration of the poet and the natural world in Animal defondo, religious poetry written by a poet "sin credo absoluto" (170) who professed admiration for the intellectual tradition of Hinduism. The predominant religion of India, Hinduism evolved over thousands of years through complex interaction between invading nomadic Aryan tribes (2000-1500 BC), the highly developed Dravidians, and the aboriginal peoples of India. Many indigenous cults, deities and rituals were integrated into a broad and bewildering framework. With later accretions from Buddhism and Jainism, the Hindu religious tradition recognizes no single founder or group of founders, and, like the religion of Juan RamOn, it is not much concerned with doctrinal purity. "
It would appear pointless to search for doctrinal analogies between Hinduism and the "oriental mysticism" ofAnimal defondo, but a less rigoristic and less doctrinaire analysis of Hinduism in the poems might render them more accessible to readers. '2 The initiate who successfully penetrates Animal de fondo becomes aware of the poet's identification of his dios and conciencia. In more than 30 separate verses, conciencia may belong to the dios deseante y deseado, to the poet himself, or to others. In the first poem of the collection, "La transparencia, dios, la transparencia," the reader encounters four conciencias successively enumerated which the poet joins together into a "forma suma de conciencia." He addresses his dios: esencia, eres conciencia: mi conciencia y la de otro, la de todos, con forma suma de conciencia. . . . (64) STCL, 15, No. 2 (Summer, 1991) 20th & 21st Century Literature, Vol. 15, Iss. 2 [1991] Pleamar and the neologisms pleacielo and pleadios emphasize the interrelatedness that the poet senses with sea and sun and divine conciencia." Saz-Orozco considers conciencia a key word which, although not precisely defined in Animal de fondo, nevertheless establishes the postura subjetiva of the poet vis-à-vis his God (161-75).
Juan Ramon in a later poem ("Esa cirbita abierta") enjoys the tranquilizing swaying movement of the sea, which is identified as the conciencia of his dios: lines cited above, wondering whether "ola y rama, viento y sol, espuma y lluvia" are merely metaphors that refer to attributes of Juan Ram6n's divinity. But Sanchez-Barbudo sees more than metaphors in these lines:
Wave and wind, sun and rain, are actual elements in which God is manifested; they surround Him and in them God is rocked to and fro. Contemplating the sea, birds, clouds, sun, rain and wind, the poet is rocked to and fro, in God. He gives himself up to God. There is here, as in many other places in Animal de fondo, an identification of God and nature. (170) It is precisely this pantheistic identification of God with nature that Saz-Orozco finds deficient, vague, amorphous, subjective. Juan RamOn's divinity "is out there floating in the vague universal consciousness experienced by the poet. It is an incomplete God. . . ." '4 Classic Hindu religious tradition is based on the idea of revelation but in such a way that Juan Ramdn's subjective God could be easily accommodated. The Vedas, the Brahmanas and the Upanishads are believed to contain revealed truths and are known as Scruti. But if Christ revealed the eternal truths of Christianity, the revealed truths of the Hindu tradition were received in a different process. Pratima Bowes in The Hindu Intellectual Thadition explains that Revelation . . . took place when these truths were reflected in the hearts and minds of the Vedic sages (the term Veda being used to denote the whole of Scruti) who were searching for religious truth and who through the purity of their heart and intellect were able to capture it. (26) The Vedic sages assigned primary importance to religious experience while relegating doctrine and dogma to a secondary position. With time, a variety of different religious systems developed, all claiming legitimacy based on Scruti. Polytheism, monism, monotheism and magical ritualism are all found in the Vedas and Upanishads and are considered genuine expressions of Hinduism. If Saz-Orozco's uneasiness with Juan Raman's subjective pantheistic divinity is a reflection of traditional Roman Catholic preoccupation with doctrinal purity, no such compunction would concern a Hindu commentator ofAnimal de fondo.
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The conciencia of Juan Ramon's dios deseante y deseado, the conciencia absoluta antithetical to Christianity's personal divinity, bears a resemblance to the religious reality termed Brahman described in the philosophical treatises known as the Upanishads. Pratima Bowes enumerates three types of statements about Brahman as found in the Upanishads:
1. Brahman is a suprapersonal divine principle that is beyond all characterization by attributes (Nirguna Brahman). The usual translation of Brahman as "impersonal absolute" is thus a mistake, since Brahman is definitely said to be beyond attributes, including those designated by such terms as "personal" and "impersonal". According to this trend of thinking Brahman is referred to by the neuter "it" or "that".
2. Brahman is the ultimate person, God or Lord, in respect of whom the personal "he" is used rather than the neuter "it" (Saguna Brahman). 3. Brahman is in everything as its innermost essence and we can best convey what this essence is by such terms as being (sat), consciousness (cit) and bliss (ananda)."
One might ask which of the three descriptions of Brahman could be most accurately applied to the conciencia of the dios deseante y deseado. The verse "Tti, esencia, eres conciencia . . . " (64), which has been cited previously, would seem most like the essence of the third statement defined as consciousness (cit). Yet the dios deseante y deseado is clearly a personal God: ". . . tti amas, deseante dios, como yo amo" (144) Stinchez-Barbudo believes that this is one of the few occasions when Juan Ramon seems to be searching for the Christian God, "endowed with will and power, and who is no longer simply light itself but the 10 Studies in 20th & 21st Century Literature, Vol. 15, Iss. 2 [1991] , Art. 3 https://newprairiepress.org/sttcl/vol15/iss2/3 DOI: 10.4148/2334-4415.1278 final cause of it" (167) . Reading the poem in the context of Juan Ramon's affinity for classic Hindu religious tradition yields a nonChristian god. The "ser de luz" is a "conciencia diamantina en dios," that is, a minor divinity that shares in the conciencia of the suprapersonal force manifested in the brilliant dawn. Like the Vedic poets, Juan Ramon exhibits an appreciation of the sacredness of nature as an expression of a religious reality.
Other readers of Animal de fondo have been struck by its apparent polytheism. There is "el dios de mi Moguer" (the God of my Mog-uer) (96); "el nifio dios" (the child God) (114), who is the poet himself; the "dios en ascua blanca" (110) , which has been identified as a God of dawn; fmally, a "diosa . . disfrutadora y disfrutada mia" (92), an enigmatic goddess of peace and effervescent delight. All of these divinities could be considered devas emanated from the cosmic conciencia with whom/which the poet feels united.
Since the Vedic poets regard as sacred man's interrelatedness with his natural environment, and since the natural environment also includes animals, it is clear why animals are treated as sacred. Gods, men and animals are interconnected in a universal cosmic conciencia (Bowes, . Juan Ramon feels at one with the dog of "En igualdad segura de expresion" and the starry night:
El perro viene, y le acaricio; me acaricia, y me mira como un hombre, con la hermandad completa de la noche serena y selialada. (118) (The dog comes and I caress him, he caresses me, and looks at me, man to man, in complete brotherhood with the serene starry night.)
The poet's "pajaro del alba" (bird of dawn) is identified with an omnipresent God in "De comparia y de hora" (162) . "El albatros y la gaviota" (the albatross and the sea gull) are one with the sea of "Para que yo to oiga" (126) and the sea becomes one with the conciencia of the poet . In the fmal poem of the collection, "Soy animal de fondo," the deified poet identifies himself as an "animal de fondo de aire" (animal from the airy depths) where his dios existed "con la for, 15, No. 2 (Summer, 1991) con la golondrina, el toro y el agua" (168) (with the flower, the swallow, the bull and the water) in yet another instance of the interpenetration of divinity and nature.
One last aspect of classic Hindu religious tradition that finds echo in Animal de fond° is the concept of dharma, the sacred law of society regulating moral order, the performance of duty, and the forms of conduct becoming to different classes or persons. "En amoroso llenar" offers a social note in an otherwise depopulated context:
Todos vamos, tranquilos, trabajando: el maquinista, fogueando; el vijilante, datando; el timonel, guiando; el pintor, pintando; el radiotelegrafista, escucheando; el carpintero, martillando; el capitan, dictando; la mujer, cuidando, suspirando, palpitando.
. . . Y yo, dios deseante, deseando; yo que to estoy llenando, en amoroso llenar, en tiltima conciencia mia, como el sol o la Luna, dios, de un mundo todo uno para todos. (124) (We are all working peacefully, the engineer, firing the engines; the watchman, checking; the helmsman, steering; the painter, painting; the wireless operator, listening; the carpenter, hammering; the captain, commanding; the woman, worrying, sighing, trembling.
. . . And I, desiring God, desiring; I am fulfilling You, in an amorous embrace in my final consciousness, like the sun or the moon, God, of a world that is one and complete for all.)
In a splendid series of active participles in the first verse, all workers on the ship fulfill their professional obligations, thus maintaining order on board. And the poet also fulfills his obligations by striving to embrace his God, unite his conciencia with the natural world that is
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Studies in 20th & 21st Century Literature, Vol. 15, Iss. 2 [1991] , Art. 3 https://newprairiepress.org/sttcl/vol15/iss2/3 DOI: 10.4148/2334-4415.1278 "todo uno para todos" (124) (all one for all). In order to see the poet's social obligation in a hierarchal relation to the social obligations of the "maquinista," the "vijilante," the "timonel," etc., one might refer to the Hindu concept of varna, or social category. Within the ancient Aryan society of India, the principle of varna established a four-fold division of social functions: 1) religious and educational, 2) military and political, 3) economic, and 4) menial. The people who performed these functions were brahman, kshatriya , vaishya and sudra respectively. A passage from the Rigveda (11.9.2) will illustrate this concept of social categories based on functions:
Oh, Soma, not everyone does the same work, different people do different work, and our work is of many kinds. The carpenter saws wood, the physician prays for ill health, the sacrificer desires a priest. . . . See, I am a hymn-maker, my son is a physician, my daughter a grain crusher."
In the Rigveda enumeration of social categories, the hymn-maker and physician are brahman and the grain crusher is sudra. In the Animal de fondo enumeration of social categories, the hymn-maker, the poet, is of the highest social ranking; the others one would suppose to be either vaishya, concerned with economic functions, or as in the case of the woman, sudra, concerned with menial obligations. The poet perceives himself as supreme in the social ranking. In "La forma que me queda" he is ecstatic about the obligation that he This essay has presented a series of analogies between classic Hindu religious tradition and the oriental mysticism of Juan Ramon Jim&tez's Animal de fondo. The conciencia frequently used by Juan Ramon to express integration with the natural world is analogous to Brahman, the all-pervading reality which for the Vedic poets includes everything, from the life of man to sticks and stones. The apparent polytheism of Animal defondo echoes Vedic hymns that deify many important social and natural elements. The Hindu concept of dharma, the sacred law of society regulating moral order, duties, and forms of conduct appropriate for different classes or persons, appears in poems where the poet exults in his poetizing function. Juan Ramon clearly assimilated elements of the relativist-pluralist Hindu tradition which relegated questions of dogma to secondary importance, and, like the Vedic hymn-makers, was able to capture religious reality that was reflected in his own heart and mind and affirm it joyously. Limited, 1978) 81. It would seem that the negative perspective of Buddhism is inconsistent with the happiness of the poet who exclaims "Yo estoy alegre de alegria llena" (148) (I am happy with a full happiness). 9. Although this essay is concerned principally with deciphering and ordering the hermetic themes of Animal de fondo, this mature work can be viewed as the culmination of a lifelong intimate dialogue between the poet and his world, a dialogue so intimate that the easily accessible Juan Ramon of Estio (1915) already manifests the interpenetration of interior and exterior reality that pervades Animal de fondo. In the following poem the poet's soul and the fluttering bird and the falling leaf are identified as one:
Jugaba en el viento y era aureo.
Sobre la amena profusion de los rosales, lejana presiOn de sangre, Some features common to all Hindu sects are as follows: 1) the caste system; 2) the sacred literature, comprising the four Vedas; ritual texts entitled the Brahmanas; several commentaries and interpretations of the Brahmanas; the philosophical treatises known as the Upanishads; a collection of legends entitled the Puranas; and two epics, the Mahabbarata (which includes the interpolated Bhagavadgita) and the Ramayana; 3) belief in the eternal cycle of reincarnation or transmigration of souls (samsara); 4) four legitimate Ends of Man as recognized in sacred scriptures: dharma (righteousness), artha (political and economic well-being), kama (pleasure) and moksa (spiritual liberation). "Hinduism," Benet's Reader's Encyclopedia.
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